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otherwise happened to be teachers, working with students in a
setting other than that of the traditional classrooh,. In those
cases where roles for teachers were ill defined (program #10) or
changed significantly as the program evolved (program #17),
teachers themselves reported feeling less successful (App. C).

‘5. Whet learning did the programs encourage?

Categories of learning. Those who returned surveys often described

their learning in response to question 37. A review of
Appendix C offers a thematic synthesis of their views for each
program. Many of these themes coalesce across programs to form two

major strands.

The first, which we call "technical learning”", includes the outcomes |
that most who planned programs would have predicted of their

participants: improved skills in and knowledge about an art form.
Respondernts who recalled learning better ways to hold instruments,
improved use of body conditioning principles, new ways to get ideas

for a poem, or discovering the proper use of tools for stagecraft

would be included in this first category.

But behind this strong affirmation of important, meaningful learning
in an art form rests what we suspect is, for many, an equally
important set of outcomes which address what participants would call
"personal learning". Strongest in the reports of adolescents who
enrolled in residential programs, it includes "learning to get along
with others", together with "learning about yourself”. Students
noting this kind of learning often seem surprised at its strength and
effect. TFor those in the performing arts, it is sometimes coupled
with a realization that dreams of a life enmeshed in that art require
significant ability, motivation, or investment that they might not
possess. - .

Personal learning also appesrs, in a somewhat muted form, in the
comments of adults who find a renewed sense of confidence in their use
of an artistic concept for instruction, or in the refinement of their
trust in others. Teachers, who seem especially fearful of failing in
front of others, often describe their learning in ways that

suggest that to ignore such fears could hinder their adoption of new
techniques or concepts in their instructional practice.

Perhaps the appearance of so strong a personal dimension in one's
learning, as reflected in respondents’ comments, is not so
significant. Adolescence, after all, is a time marked by discoveries
about one’s self in relation to others. Living away from home for the
first time, or sharing a college dormitory room with someone from
another family, are steps along that path.

If personal learning is common, then the real discovery may be
how few programs were designed to take advantage of so obvious an
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area of growth, Those proposing demonsiration programs in
writing, creativity, and visual arts as part of the University’s
Split Rock series (App. C: summaries 13, 18, and 23) did
anticipate the contribution their programs could make in this
area, as well ss the risks of ignoring such growth. The goals
proposed for most other programs seem to forget this personal
dimension.

Creative programs for teachers. A second unexpected finding with
respect to learning concerns teachers of the arts. Asked to share
instructional or administrative chores for some programs which did not
subsequently enroll sufficient students to keep them fully employed,
these teachers began to behave as participants rather than "teaching
fellows". The positive side of this condition, most evident in the
comments of those employed by "Northstar Musicians"” and "North Country
Writers", also appears in the written responses of teachers enrolled
in programs that intended to expand or improve their performance in an
art form (App. C: summaries 1, 6, and B). Their rediscovery of the
joy that comes from composing music or writing poetry, after years of
teaching others how to do so, appears to have had a strong positive
influence on their image of themselves as teachers. Future programs,
at least to some modest degree, might well be focused on helping
teachers to refine their creative or performances as an .
intended outcome. Pedagogical issues would not be a focus for’

such programs, but would inevitably emerge as teachers began to
discover the excitement that might have led them into teaching.

Motivation. Most who returned surveys reported spending up to one
hour daily working on assignments or projects outside of their
program’s scheduled events (App. D, p. 18, AQ35: 152 of 365; 42%).
Nearly as many reported investing between one and two hours each day
(121 of 365; 33%). The following table indicates how each group
described its investment.

How much time did you spend working on assignments outside of class
time? :

Extra Hours Invested

<1 1-2 3-4 >4 #
Students: 40% 33% 11% 158% 201
Teachers: 39 32 19 10 124
Others: 58 35 5 3 40

Students who returned surveys revealed a tendency to invest somewhat
more time than teachers or others. Field observations suggested that
residential programs were likely to encourage such investments. This
condition reflected both the commitment of such participants to :
work in an art form and the fact that residential programs often
intentionally provided participants with few other ways to invest
their time.
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Survey responses confirm this finding. Those students who lived on
the campus where a residential program took place (137 of 201; 68%)
were more likely to invest four or more hours daily in their programs
(29 of 31; 93%). Students who commuted to the site of a MAX program
(61 of 201; 30%) were more likely to invest less than an hour a

day of their own time in a program (38 of 61; 62%). This
relationship between students’ responses to questions 35 and 34

was statistically supported (Eta = .32). If time invested is

related to attaining a program’s outcomes, then programs

encouraging residence should prove more effective.

Respondents were also asked whether they might continue their work in
the area explored by their demonstration programs (App. B, survey,
questions 15 and 29) The following table summarizes responses of
students and others to this question.

Are you likely to continue your work?

YES UND  NO #

Students: 80% 156% 5% 198
Others: 83 15 2 41

Teachers were not asked this question, in part because of space
limitations and because their commitment to instruction in or with
the use of the arts was assumed.

Investment of time and the likelihood of continuing work in the area
together suggest that those participating in MAX programs were
motivated learners. Those who participated in programs as residents,
in particular, were more likely to invest more time than were
commuters, although the effect of residence was stronger for

students than teschers.

This finding offers, at least in part, some advantage for residential
programs over those which encourage commuting. The union of personal
and technical learning is more likely to be accomplished in
residential settings which work toward strong group norms in support
of program goals, particularly for younger, less committed learners.
Rural areas with few distractions seem more likely to offer such
settings.

Participant compensation. Respondents’ ratings of

their programs and the teaching they encountered were compared
with the awarding of a scholarship or stipend (question 33). No
relationships were found. Receiving & stipend does mnot appear to
influence one’s judgment of either program or teaching quality.

Program Size. Those proposing MAX programs as part of the
University’s Split Rock program noted the value of a participant to
instructor ratio of no more than 15 to one. Field observations as
well as survey respondents’ comments sirongly affirm the value of
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a ratio of no more than 15 to one, and under some conditions, 10 to
one.,

One of the persistent themes among program administrators was their
disappointment with the small pumber of participants in their
programs. Most found the value in swmall programs for "pilot
testing', but quickly promised larger enrollments in the coming year.
The strong personal and technical dimensions evident among their
participants could be reduced should programs grow to class sizes
fopnd common to secondary or post-secondary educational practice.

When participants are to refine skills in support of their creative
performance, or when they are enrolled in programs designed for

less than two weeks duration, or for a wide range of participant
ability, learning seems to profit from & low participant to instructor
ratio. In such.cases total size should not grow beyond the point
where & functional social group can form in so0 limited a time.

6. In what ways could programs be improved?

Program length. Aside from improvements noted in our responses to
previous questions, the one theme on this topic that consistently
appears in survey respondents’ comments is to "make the program
longer." Given the extent of participants’ satisfaction with their
programs, this finding does mnot seem unusuel. Those who reported
having "one of the best times ever" will likely wish for its
extension.

The length of a program, however, ought to reflect its purpose, the
ability of its participants to reach goals reflecting that purpose,
and the resources needed to help them do so. Field reviews suggest
thaet progrems were generally able to help most participants reach
"valued goals. Respondents’® comments with respect to learning,
generally consistent with a‘program’s goals, tend to confirm this
finding. It may be the positive affect resulting from participating
in & setting that reinforces personal learning encourages participants
to urge longer programs.

Some urged increasing the length of a program because of the rapid
pace of instruction (App. C: summary 12) or because of the work
required of participants (summary 6). Positive affect seems less
related to such requests than a sense of pressure to learn or
perform in too little time. Creating more specialized programs
for participants having different levels of interest, ability, or
skill seems likely to result in the efficient use of available
time for such programs where expectations of part1c1pants might
not match their capacity to perform.

Residential program structure. Related to the length and use of time
within a program is the degree to which that time is "structured" fgr
participants. Those who returned surveys describing their experiences
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in residential programs on occasion suggested that they felt "too
controlled" or "too limited” by residence rules and supervisors (App.

C: summaries 2, 4, 8, and 16). It may be that dormitories managed by

a staff alert to the needs of college students did not adapt their
practices in ways that might reflect a different degree of challenge and
support required by younger participants. Some structure is

required, the goal should be to make it less heavy handed.

Program administration. This year's MAX project offered examples
of at least two approaches to planning, orgenizing, and managing
demonstration programs. In all but one instance, the organization

sponsoring a particular program proposed its inclusion in the MAX
project and, once accepted, took responsibility to provide all the
proposal required.

The alternative, represented by the Southwest/West Central
Educational Cooperative Services Unit-State Universities proposal,
added a layer of organization between those who actually planned and
effected a MAX program and the Resource Center. There is little evidence
to encourage continued use of such "umbrella" approaches. The
quality of a particular workshop or institute seems to depend, as

in other MAX demonstretion programs, on the effort invested by

those most responsible for a program’s success. A wide variety of
programs, offered by a variety of arts organizaetions, thus seems
preferable to reliance on & single model of program design and
execution.

Progrem proposals. Each program proposal was reviewed during the
design of this study. Some were read several times with the intent of
discovering a program’s aims, goals, objectives, resource needs, and
methods of assessment. While the Resource Center did offer

guidelines for program proposals, the quality of those proposals

seems quite uneven. The adoption of a more systematic proposal

model might prove helpful in this. regard for those who must

describe their intentions as well as for those who will review

them. It could also improve the clarity with which programs are
described for potential participants.

Such a model would clearly state a program’s aims, goals,
objectives, activities and required resources. These elements
would ideally bel focused on the needs, abilities, interests, and
skills of a defined group or class of participants. The proposal
would also describe & functional evaluation plan that would
provide information on how the program might be improved.

Additional study of how potential participants learn of MAX
programs may be needed. If particular ways of knowing are found
to be common to specific groups or geographic areas, information
could be disseminated more effectively.

An earlier proposal process seems universally supported. Some of
those managing programs reported that if they were able to inform
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potential participants about a program in Febrbary rather than
April, attendance would be improved.

Some organizations offering MAX programs reported delays in
receiving payments for their services that, in some cases,
threatened the program’s viability. Our review of such incidents
suggests that most were the results of delays in developing
payment procedures acceptable to cooperating state agencies.
Future programs should experience fewer delays. This concern
was often noted by those working within smaller arts
organizations lacking generous fiscal reserves on which to
"float" expenses until payment might be received.

7. Were programs "replicable” by others in other settings?

The Resource Center sought to identify "models" through its
demonstration programs that could be easily adapted for use in other
parts of the state by other arts providers. Our field reviews
suggest four variables that may influence the "replicability" of any
program,

We did not often find a program’s "setting", or general location, to
be critical to its success. Most programs could be offered in urban,
suburban, or rural areas.

"Personnel" offers a somewhat more stringent criterion. Some
programs could prove less effective if a particular individual

-were not involved, at least in the views of their participants.

A program’s required "resources”, both physical and fiscal, often
limit replication to a limited range of locations. A media arts
program, for example, may require the use of one of a small pumber of
available studio spaces; it is reéplicable within the limits of those
settings. '

In some cases, "participants" suggest a fourth limitation on
replicability. Programs focused on the needs of advanced students
would have to draw participants from a smaller pool, competing with
other prograems to attract those who can profit from such instruction.

The number of discrete "models" that were included in the MAX program

is also rather small. One progrem, "Artists/Mentors" (#11) usually
paired a student with an artist for tutorials. All others employed
some version of group instruction. No programs were designed as

independent study opportunities.

As we considered each of the programs selected for field review
in terms of their replicability, we concluded that our
experiences and information were insufficient to answer this
question. In some ways, it appears a managerial rather than an
evaluative concern: any program could be replicated if its
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goals, objertives, activities, and resources were duplicated by
another agency in snolher setting. Yel the experiences of
participants would give a greater role to the unique combination
of people, place, and purpose in describing a successful program,.

8. What potential do progrems offer for strengthening school arts
programs?

Responses to the survey, discussed for previous questions, 3
affirm that teachers enrolled in MAX programs saw strong potential for
improving their teaching as a result of their participation (App. D,
p. 11, TQ20: 95 of 123; 77%). Those who were less certain of an
improvement in their teaching (24 of 123; 20%) frequently reported not
having had time to try ideas by the time the survey reached them in
mid-October.

This strong trend is evident across all content areas as well as
thrqughout specific programs devoted to improving teaching practice.

Seen from another perspective, however, such data begs the question.
Can we expect improvements in individual participants’ teaching to
result in improved art programs? A complete answer goes beyond

the limits of this study. There are, however, some hints.

One MAX program focused directly on curricular reform in the visual
arts (#20). Others emphasized the adoption of improved teaching
methods in the: visual arts (#12 and #6), dance (#1), theatre

(#3), and in interdisciplinary approaches (#22 and #24). Some
explored issues concerned with curricular implementation.

This range of programs would suggest that an emphasis on developing
student’s talents was balanced with concern for providing teachers
with improved methods and curricula. The number of teachers involved
in such programs, however, seems unequal to the task expected of
them.

9. What is the potential of the program for increasing a base of
support for the arts?

Information developed in response to earlier questions affirmed the
intention of most respondents’ to continue their work im the arts.
Comments added to returned surveys suggest that the ideas gathered
from MAX programs will be shared by participants with others in their
home schools or areas.

One program, "Connections" (App. C: summary 19), seemed directed
in part by the need to expand the asrtistic experiences of those
living in areas which do not enjoy frequent access to the arts.
The comments of participants in this program, gathered from
survey responses and during its field review, suggest that the
program accomplished its purpose. A more complete response to
this question exceeds the limits of this study.
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10. What is the potential of the program for extending artistic
experiences to those who would not otherwise have access to
them?

The use of scholarships to encourage participation, described earlier,
contributed to this goal at relatively low cost. Lower income
participants who responded to the survey were more likely to receive
an award, without which they reported they would not be able to
participate in a MAX program.

Most programs took place in rural areas, attracting a majority of
rural participants. Many remarked on their interest in having

such programs return to their home areas. Participants enrolled

in the "Artist/Mentor Program" (#11), for instance, were able to
cross geographic and economic barriers to identify and study with

an artist willing to contribute to his or her creative

development. A more detailed response to this question is beyond
the limits of this study.




10725 Vincent Avenue South
Bloomington, MN 53431
August 30, 1986

Mark Youngstrom

Consultant for English and Humanities
Minnesota State Department of Education
330 Cedar Street

St. Paul, MN 55101

Dear Mark,

It was good to see you at the video production workshop for teachers et Film in the
Cities, during the first week of August. Thsat workshop, as you saw, had participants
who represented a8 aumber of melro ares schools, as well as & couple from Grand
Meadow. My enthusiasm for the workshop was, I think, quite typical. This letier is to
thank you for your support that helped to make my taking it possible.

Whean the Curriculum and Instruction staff in Bloomington were asked to talk about e
memorable highlight of the summer, Ichose the FITC video production workshop.
I talked ebout how regeneraling it was to work with artists who are unafraid to take
risks in their own work and who encouraged us to take risks in our workshop.

Earen Sherarts deserves much credit for the tone of the workshop. She planned ead
designed the workshop and she chose the staff and guest artists who led the workshop.
Karen also taught and coordinated the workshop seminar. The information materials
which Karen provided will continue to be useful resources as we teachers work with
students and other teachers.

Vern Norwoed, the video ertist who guided our production activities and critical
viewing, is unforgettable. If you have any opportunity to catch his work, be sure you
do. I have seen and admired the work of many film, pbotography and video artists
with FITC, but [ cen truly say that, to me, Norwood stands apart s an arlist whose
imaginsation and skills are metched by & set of passionate velues for art and human
beings. Through Vern's highly intelligent critical judgment and through his owan
videos, we learned that we were working with 8 medium thet can possess profound
esthetics and semiotic impact. He made us want to do the best we could.

Our production tutor intern Hilary Bullock wes tireless, sensitive, and supportive in all
her tutoring activities with us.

Guest artist George Stoney brought us 8 wisdom and vision and infectious human
kindness in his work and teaching. Stoney's arrival was timed to remind us that we
were working on a potential art work and on a powerful piece of commuanijcation.

I feel thet Film in the Cities is 8 unique resource for teachers and students. It engages

its workshop participants completely and gives them insights and poiats of view that
can make them feel and behave differently and beiter than before the workshop.

Very trtity yours,
Wallace nedy
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Terri Anderson is a quadraplegic who was injured in a fall from

a tree when she was 14 years old.

Her drawings are done using a splint on her fingers. These
cards show the special love of animals she has elways had.




29 Septemter 1986 | uei < 1966

Mr. David Zimmerman

Minnesota School and Resource Center for the Arts
514 St. Peter Street, Suite 110

St. Paul, MN 55102

Dear Mr. Zimmerman,

I attended the "Artist/Mentor: sSummer's End Event" yesterday
in Bemidji and I was very impressed with the performances

and productions of the students as well as the success of the
program.

I am the director of bands and drama activities at Lake of the
woods High School, and I was proud to see some of my students
-involved in this program. I'm also a new member of the Region II
Arts Council and I'm excited apout helping to see that these
opportunities for talented young artists continue in the future.

Thank you for your personal help and for the financial assis-
tance of the Minnesota School and Resource Center for the Arts.
I'm looking forward to working with you and your office in

- making the Artist/Mentor Program an annual event here in northern
Minnesota.

Sincerely,
/.
Tim W%llenzien
Box 684
Baudette, MN 56623

/
.




*;in 29, 195

falbA Yoilefpon
49 Aow 333-A

Bemidy, mas
Seeet




OCT 6 1986
71/@'//&;(/ PR e

% e ZA //}/4"//?é
b /w e W/&/mzﬁ e
//tfwg//@ o) //7W ,

A el feet’ (Z‘Z‘«a&a
el ppms) o ol
LA 4 /42/2/2}27 l, S
%//&ﬁj%’/ Lo P a;,d/
ikt Zad QKZM&/ /c’é»o/y
A i , ._/}/7;7 g/f/

o it

|
|
j/lﬂ v %A (éz’ff'/f’ éml

/@za/&?@ ., ’

PRI SCR ST YRS S0 VPNR % o KA S SN VR S N AU -




gl 61986

L.Q.Qo‘f'fe R MM

Ockx. 2, 148k

Dear David Zimmerman ,

T atended the Summers End Event

of the Ar\‘\'ﬁ‘t'l/Me,m'ror a“aam.m last
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